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Martin in A and C. 
Bridge in G. 
W. G. Alcock in B flat. 
G. J. Bennett in E flat, B flat,. and A. 
Alan Gray in F, G, and A. 
Noble in A, A minor, B minor, G minor, and F. 
Stanford in C, G, and B flat. 
Bairstow in D. 

ANTHEMS. 

'Bow Thine ear,' Byrd. ' Sing joyfully,' Byrd. ' I will exalt Thee,' Tye. 
'All people,' Tallis. 
'This is the record of John,' Gibbons. 
' When to the Temple,' Eccard. 
'Give ear,' Arcadelt. 
' Hear my prayer,' Purcell. 
'O sing unto the Lord,' Purcell. 
' I was in the Spirit,' Blow. ' I will sing of Thy power,' Greene. 
' I wrestle and pray,' J. C. Bach. 
'Blessing, glory,' J. C. Bach. 
'The Lord my faithful Shepherd is,' J. S. Bach. 
' The heavens declare,' Boyce. ' The souls of the righteous,' Nares. 
'Call to remembrance,' Battishill. 
'Hear, O Thou Shepherd,' T. A. Walmisley. 
' If the Lord Himself,' T. A. Walmisley. 
'Cast me not away,' Wesley. 
'Wash me throughly,' Wesley. 
'My God, my God,' Mendelssohn. 
Extracts from Brahms's 'Requiem ' and Dvornk's 

'Stabat Mater.' 
'The Lord is my Shepherd,' Stanford. 
'Fierce was the wild billow,' Noble. 
'The Saints of God,' Noble. 
' O how glorious,' Harwood. 
'I have lifted up mine eyes,' Walthew. 
Abide with me,' Atkins. 
' If the Lord had not helped me,' Bairstow. 

Dr. Bairstow's contributions to church music 
are well-known, and some of his part songs are 
very popular. 

RICHARD STRAUSS'S 'LEGEND OF 
JOSEPH.' 

By M.-D. CALVOCORESSI. 

Dr. Richard Strauss's new work, whose 
production is to be one of the most important 
features of the coming Russian season at the 
Drury Lane Theatre, is a ballet arranged much 
after the fashion of the mediaeval 'Mysteres,' 
archetypes of the modern play. But within the 
intentionally archaic frame is contained an 
elaborately symbolic plot, teeming with intentions 
and well-devised suggestions, which in conception 
and in carrying out is decidedly modern. 

The subject, by Hugo von Hoffmansthal and 
Count Kessler, is founded on the Bible story, but 
aims at exhibiting the violent conflict resulting 
from the contact between the sumptuous, shallow, 
impulsive world of Paganism-in the present case, 
Pharaoh's court-and the mystical purity of 
Joseph, who represents the Hebraic, monotheistic 
spirit. Potiphar's wife in this version differs 
greatly from what she is shown to be in the Bible, 
and is depicted so as to become the incarnation of 
the conflict between the two principles. 

The whole play is a mixture of real and unreal, 
of plain realism and of ideal superhumanity, 

constantly interchanging or interwoven. For that 
reason, the authors have seen fit to situate it not in 
its actual historical frame, but in surroundings 
borrowed from Venetian scenery of the times of 
Veronese; in other words, to interpret it, from the 
picturesque point of view, as the Venetian painters 
interpreted Bible history. 

'Too scrupulous an accuracy,' says Count Kessler 
in a recent interview, 'can but end by impeding the 
freedom of imagination. A narrowly restricted 
field would have prevented the action from 
acquiring its more general purport.' 

The plot runs thus: During a feast in Potiphar's 
house, Joseph makes his appearance, and 
Potiphar's wife becomes forthwith enamoured with 
him. But the pure-souled youth, wrapt in his 
dreams, takes not the slightest notice of her. 
Later, we see Joseph asleep. In a dream an 
angel appears to him, and gradually takes the shape 
of Potiphar's wife. But she has in fact come 
to him; she watches his sleep, struggles for a time 
against temptation, and ends by kissing him. 
The kiss awakens Joseph, who rises and prepares 
to flee. 

In her resentment she calls the guards and 
orders him to be laden with chains and led to 
death. But at that moment appears an angel who 
saves him from the unjust doom. Potiphar's wife 
strangles herself with her necklace. 

'The tragedy,' says Count Kessler in the 
interview already quoted, 'results from the sudden 
contrast that makes itself felt within the soul of 
Potiphar's wife: a contrast that overwhelms her 
simply because she is incapable of resolving it. 
The arrival of Joseph, the little being informed 
with the intoxicating, almost divine atmosphere of 
a distant country, the infant Lohengrin, a celestial 
aureola around his brows, reveals to her heavy, 
restless soul a new world, a world of 
freedom, the divine world of life. She, who has 
never known temptation nor emotion; she, the 
lake of dead, chill water, whose surface has rippled 
under no breeze, finds herself for the first time 
impressed by rays of sunshine coming she knows 
not whence. She awakens simultaneously to 
emotions and to the impossibility of satisfying 
them. She acknowledges in Joseph the being 
who can never be hers. And then arises in her 
soul the deadly conflict between the two worlds: 
the world to which she belongs and the world 
that she has no hope of reaching. The one must 
annihilate the other. If she does not wholly 
destroy even to the memory of that divine world 
which remains inaccessible to her, then she is 
doomed to destruction. And thenceforth the 
tragedy resides in the collapse of a soul that is 
noble and proud, but overladen and incapable of 
liberating itself.' 

As to the carrying out of the work from the 
choreographic point of view, Count Kessler 
continues: 

'Our object has been gestures that may be 
understood without reference to any convention: 
realistic and yet rhythmical--passing through all 
stages of rhythm, from pure dance to the barely 
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perceptible rhythm of impassioned acting. That 
kind of thing was available to the ancient Greek 
tragics, and Wagner met with it in one or two 
exceptional cases, with Niemann or Sucher for 
instance. But as in the present case language does 
not intervene, we have been obliged to conceive 
the acting somewhat differently. We have tried to 
create a new art proceeding in equal parts from 
music and from gesture associated in rhythm. 

' Of course, this being the case, the music must 
be endowed with even more direct a suggestive 
power than in the current lyric-drama; must 
associate even more closely with the acting, so 
as to reveal what is going on within the souls of 
the characters. Strauss has had to deal with a 
problem that made the greatest possible call upon 
his luxuriant conceptions of art. The scene in 
which Joseph, after being awakened, rises, lets 
his cloak fall, and appears unclothed to the eyes of 
Potiphar's wife-the scene that serves to assert 
the impossibility of a union between these 
two beings-Strauss has spent over a year in 
preparing and compassing it As it stands now, it 
is to be considered as a climax not only in the 
work but in modern music. Music appears here 
as a kind of religion, in the etymological sense, 
connecting (relzgare) the spectator to the drama in 
straight line, without words being resorted to, 
without even the spectator being allowed to 
remember that there exists such a thing as verbal 
expression.' 

The score is not yet available. But it is said to 
be remarkably brilliant and effective, and to possess 
a good deal of suggestive power-a suggestive 
power of the same descriptive and narrative order 
as that of 'Salome.' It is scored for about a 
hundred instruments, including four harps and four 
celestas. The duration of the work is one hour. 

THE POSTHUMOUS MANUSCRIPTS OF 
MUZIO CLEMENTI. 

By T. DE WYZEWA AND G. DE SAINT-FOIX. 
The name of Clementi is associated in the 

minds of most musicians of to-day, only with the 
sonatinas which they were made to practise in 
their youth. Some perhaps are acquainted with 
the 'Gradus ad Parnassum,' but few are aware 
that during the many years which he spent in 
England, Clementi was well known as a composer 
of symphonies. Over twenty of these works were 
performed in London, and were much admired both 
by the learned critics of the day and by the 
general public. About a dozen symphonies were 
composed and performed in London between 
1785 and 1795, two being published in 1787 
by Clementi himself, and numbered Op. 18. 
Besides these, we are told by Clementi's pupil, 
Ludwig Berger, that the fine Sonata in G minor, 
Op. 34, was an arrangement of another Symphony 
belonging to this first group; and it is very possible 
that the Sonatas in B minor and D major (Op. 40) 
were also transcriptions or rearrangements of works 
originally conceived and carried out for full 
orchestra. 

The disappearance of the scores of Clementi's 
symphonies might be accounted for by the 
supposition that the composer had destroyed the 
MSS. of those written before I8oo, after having 
utilised their musical material for his pianoforte 
works. But we cannot admit this hypothesis with 
regard to the symphonies and overtures which were 
his principal occupation between 1812, the year of 
his return to London from Russia, and 1832, the 
year of his death. He had entirely given up 
composing for the pianoforte in I8oo, and both he 
and several of his family and pupils let it be known 
that he was dissatisfied with pianoforte music and 
wished to devote himself to the composition of 
symphonies. Between 1812 and 1824 the 
programmes of the London Philharmonic Society 
include almost every year one or two 'New 
Sinfonias, MS., composed for this Society'; and 
the critics of the day agree in recording the 
enthusiasm with which these works were received, 
and in praising their melodic invention and 
richness of orchestral treatment, although 
Clementi was then between sixty and seventy 
years of age. He visited Paris, Munich, and 
Leipsic at this time, and in all these places his 
symphonies met with the same success, or at any 
rate with the same favourable criticisms in the 
Press. 

Of the ten or more symphonies which 
constitute the composer's final artistic period not 
a single trace remains, with the exception of a 
first movement in D major, of which the MS. score 
is preserved in the British Museum. In its mastery 
of instrumental technique it is comparable with 
the seventh and eighth Symphonies of Beethoven, 
and if Clementi's other symphonies were on the 
same level, we need not be surprised at the esteem 
in which they were held. 

Clementi died on March io, I832, at his 
country house, Elm Lodge, near Evesham, in 
Worcestershire. In his will, dated January 2 of the 
same year, he left the sum of -'5 to his friend, the 
composer William Horsley, with which to buy a 
ring as a token of the composer's gratitude to him 
for classifying and putting in order his manuscripts, 
which thenceforward became the property of his 
widow. We can hardly doubt that among these 
manuscripts were the scores of the ten or twelve 
symphonies which, we may say, had been the 
principal occupation of his last thirty years. It is 
difficult to believe that before his death he should 
have destroyed the scores to which he had attached 
so much importance, especially as he does not seem 
to have made any use of them for the 'Gradus ad 
Parnassum' or for the few pianoforte works which 
he wrote between 1812 and 1832. 

Nevertheless, all search'for these lost works has 
hitherto been completely fruitless. The British 
Museum possesses nothing beyond the one 
fragment mentioned above, and this is probably 
only a sketch, since we know that Clementi 
composed a Symphony in C major, the first 
movement of which had as its principal themes the 
subjects which this MS. presents in the key 
of D. We have made inquiries of the descendants 
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